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PROGRAM 
An evening of sonatas by Ludwig van Beethoven 
Sonata in A major, Op. 101 
Allegretto ma non troppo 
Vivace alla Marcia 
Adagio ma non troppo, con affeto-Allegro 
-Intermission-
Sonata in B-flat major, Op. 106 "Hammerklavier'' 
Allegro 
Scherzo: Assai vivace 
Adagio sostenuto 
Largo-Allegro risoluto 
Ludwig van Beethoven 
(1770-1827) 
PROGRAM NOTES 
During the decade between 1803 and 1812, Beethoven practically achieved 
the impossible. In the thirty-odd major works from this period, bounded by the 
Eroica Symphony on one end and the Eighth Symphony on the other, he 
systematically redrew the boundaries of the sonata style. Then silence: little 
or nothing of substance was produced for almost two years. But in 1814, 
Beethoven's creative juices again began to flow. First came the E-minor Piano 
Sonata, Opus 90, followed in 1815 by the sonatas for 'cello and piano, Op. 102 
nos. 1 and 2, and the first sketches for the song cycle, An die ferne_ Geliebte, 
Opus 98. All of these works evince aspects of the relaxed, lyrical manner 
......_ a,Riated with the music of Beethoven's younger contemporaries, including 
1 ?rand Schubert, or even Hummel and Moscheles. A similar spirit informs 
the Piano Sonata in A major, Opus 101, though here the lyrical, "romantic" 
idiom is cast in an evocative half-light. 
In many ways, the A-major Sonata represents a gateway into the late style, 
that remarkable phase of Beethoven's career when he produced works, to 
quote Schumann, characterized by "ingenious forms and flights of fantasy 
hovering high above all human laws." As many listeners have noted, the first 
movement-Etwas lebhaft, und mit der innigsten Empfindung ("Somewhat 
lively, and with the innermost feeling")-appears to begin in medias res; we 
seem to tune in on a songful outpouring already well underway. Furthermore, 
the "song" unfolds in one uninterrupted sweep. The joins between the various 
parts of the sonata-allegro form-first group, transition, second group, and so 
forth-have been so skillfully smoothed over that it is almost impossible to 
know exactly where one leaves off and the other begins. But the special 
character of the movement emanates just as much from the tension between the 
diatonicism of its main idea and the chromaticism of the accompanying 
counterline_ in the tenor register, and from the interplay of cantabile themes 
and enriching counterpoint. Contrapuntal textures likewise play a significant 
role in the second movement, whose principal topic, the march, would hardly 
seem to lend itself to this sort of treatment. The dotted motives of the opening 
subject, however, provide the basis for a spirited, imitative exchange between 
right and left hands in the second half of the binary-form march. The more 
subdued Trio opens as an unassuming duo between treble and bass, but here too, 
the latent possibilities of the material are contrapuntally exploited as the 
~develops into a canon at the octave. 
yrical tone prevails in the ensuing slow movement, a kind of plaintive 
rhapsody on the compact idea presented in its first bar. Even this simple but 
poignant motive-a sustained E, a turn, and an expressive leap of a sixth-
becomes the subject of an imitative dialogue as the movement proceeds. The 
dialogue, however, doesn't last for long: after a pause on a dominant chord and 
a series of cadenza-like flourishes, Beethoven recalls the opening melody of 
the first movement in one of his most supremely evocative gestures. These 
ruminations on things past also turn out to be short-lived. With a cascading 
scale, a group of probing trills, and a pair of interrogatory figures in the bass, 
we are thrust headlong into the finale, whose rambunctious main theme is a 
direct outgrowth of what has come before. Here, as in the earlier movements of 
the sonata, counterpoint plays a leading role-nowhere more clearly than in 
the development section, cast as a by-no-means diminutive fugato on a subject 
derived from the opening theme. But Beethoven's counterpoint is hardly of the 
bookish sort. As he demonstrates with great elan in the coda, it is possible to 
find a satisfying rapprochement between and among witty motivic interplay, 
sweeping lyricism, and contrapuntal elaboration. The spirit, not the letter of 
the "strict" style animates the A-major Sonata . 
.. .. .. . .. .. .. 
In the autumn of 1817, Beethoven set to work on a composition in which tht 
rhetoric of his earlier "heroic" manner resurfaced in full force. Dedicated to 
the Archduke Rudolph, the Olympian Sonata in Bb, Opus 106 (nicknamed the 
"Hammerklavier" although the sonatas Opp. 101 and 109 were also 
designated "fiir das Hammerklavier") initiated the final stage in the 
composer's creative life. Most would agree that this is the most difficult of the 
late sonatas, for the performer, listener, and critic alike. With 
uncompromising rigor, Beethoven subjects the motivic, tonal, and contrapuntal 
capabilities of his material to a thorough-going critique in the first movement, 
one of his most extended essays in sonata form. Hence the sharply profiled 
opening gesture immediately becomes the topic of an evolutionary discourse, 
insinuating itself into the milder second group, providing the motivic substance 
for the developmental fugato, and finally dissolving in the coda. The most 
trifling details are imbued with global significance. The interval of a 
descending third from the opening idea, for instance, operates on a larger level 
as the prime mover behind the movement's tonal plan, which proceeds in the 
exposition from ab to G, and in the development through Eb and C minor. Yet 
Beethoven tempers his rigorous musical logic with a strong dose of fantasy. 
The development section winds up on a decidedly "incorrect" tonal plateau-
B major, a half-step above the tonic-which the composer "corrects" with a 
brief but ingenious transition. Likewise, the amazingly varied textures 
throughout betray the hand of the born improviser. Employing a strategy that 
he would also use to good effect in the Bb-major String Quartet, Opus 130, 
Beethoven pairs his monumental first movement with an aphoristic Scherz9,a~ 
While the two movements do not share actual themes, they both revolve a~~ 
similar ideas. As in the opening Allegro, third chains pervade the Scherzo,~ 
both as agents of melodic continuity and of large-scale tonal planning. Here 
too, the music takes on a markedly "fantastic" cast: the central Trio is not 
immediately followed by a return of the principal Scherzo section, but rather 
by an impish Presto and a brief cadenza; moreover, the movement culminates in 
a series of relentlessly hammered "wrong" notes-B's-which Beethoven 
brings round to the tonic pitch at the last possible moment. 
The F#-minor slow movement, Adagio sostenuto, forms the expressive center 
of the work. The opening theme strikes a far-off, balladic tone whose 
dolefulness is relieved by a parenthesis in the Neapolitan, G major. The 
character of this aside then colors the whole of the second group, cast in the 
closely related key of D major. Beginning as a duo between the upper and 
lowermost reaches of the keyboard register, the second theme area closes with 
a prayerful elaboration of the opening, ballad theme. The recapitulation, as 
we would expect, recalls the same idea, but in an unexpectedly varied form: 
disguised in luxuriant filigree, the opening theme takes on an otherworldly, 
diaphonous character. Beethoven seems reluctant to let go of his opening 
conceit, which recurs one last time at the close of the movement, now in its 
~inal chordal form, but directed toward a serene F# major . Then comes the 
·, .. ,d of passage that must have caused Beethoven's contemporaries 
considerable headscratching, a rhapsodic Largo orthographically linked to 
the finale but also functioning as a transition out of the slow movement. The 
music gropes upward from a low F, pauses tentatively on a cb chord, then a B-
major chord; meandering scales give way to the beginnings of a fast and furious 
two-part invention. Finally Beethoven settles on an A-major pedal, from 
which point he forcibly shifts onto the "correct" tonal goal: an F-major 
dominant preparation for the finale. The celebrated Fuga a tre voci serves as a 
logical outgrowth not only of the preceding improvasitory section, but also of 
the sonata as a whole: its principal subject is even built around the descending 
third-chains that play such a crucial role in the earlier movements. No doubt 
the "Hammerklavier" finale occupies a special place among the other great 
fugal essays of Beethoven's late period; only the Grope Fuge for string quartet 
discloses a similarly gritty contrapuntal idiom and a comparably unyielding 
seriousness of tone. Like its counterpart for string quartet , the Opus 106 finale 
amounts to a veritable encyclopedia of the ars combinatoria: over the course of 
the fugue, the main subject comes together with a variety of countersubjects 
and, at the peroration of the movement, with itself in inversion. Yet anyone 
expecting a well-behaved text-book fugue will be sorely disappointed. 
Beethoven's qualifying designation for the fugue, "con alcune licenze" ("with 
some licenses") turns out to be something of an understatement. The consistency 
of texture and tone associated with the paradigmatic Baroque fugue is 
displaced by a highly charged, dramatic character in which Beethoven draws 
on the rhetoric of the early-nineteenth-century sonata, rondo, and variation 
~ s. Schumann dubbed the "Hammerklavier" the "incomparably great" 
: ..:mzig-groBen") sonata among sonatas . Its refractory finale must have had 
more than a little bearing on his decision to consecrate the work in this way. 
-John Daverio 
MEET THE ARTIST 
Tong-11 Han received his early musical training from his father. 
He entered Juilliard at age twelve, where he studied with Rosina 
Lhevinne and Ilona Kabos; he continued there through graduate 
school. By the age of fifteen, he had already appeared with numerous 
major orchestras and on television and radio broadcasts. He won fir 
prize at the 24th International Leventritt Piano Competition, and wa::. 
awarded the Order of Civil Service Merit, Moran (Peony) by the 
President of the Republic of Korea. Mr. Han has concertized around 
the world with many leading orchestras and great conductors. He has 
a lengthy list of recordings for Phillips, Sung-Eum/Polygram and SKC 
labels. He is the Artistic Director of the Tong-II Han Piano Institute, 
an annual summer piano festival held in different locations around 
the world (London, Boston, Honolulu, Korea, California). Mr. Han 
has taught at Indiana University, Illinois State University and North 
Texas State University. Currently, he is Professor of Music at Boston 
University. 
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